Setup Wizard
This and the following sections guide you through the options I provided my interlocutors in order for them to participate in my enquiry whose questions/premises -the Setup Wizard itself -arrived to them unsolicited in early March 2007 within the body of an e-mail message; it did not however disclose its magical title. See SETUP WIZARD.
What it does
The Setup Wizard helped me in setting up the elements for the later documentation and the subject matter for this very refl ection of mine here in the pages of Circuit. It appears directly below in both English and French. See also WIZARD de CONFIGURATION. Although I gave no suggestive title to my enquiry, as I have mentioned above, the Setup Wizard nonetheless seems to display a discernable hypothesis and a hidden bias with respect to the issues raised. See also ASSESSMENT WIZARD.
I submitted the Setup Wizard to thirty-two potential respondents: two music copyists and thirty composers. Ten were English-speaking and twenty, French-speaking, mostly living in Canada but also in Argentina, Brazil, France and the United States. The average age of the respondents, of whom there were 23, is about 35 years. The age distribution was equally spaced between the youngest, 23 years, and the oldest, 64. The Setup Wizard was sent to 29 men, 3 women.
S E T U P W I Z A R D

Dear ….
Would you have a moment to help me? I am currently preparing an article for the journal Circuit on the relationship between professor and student of composition where the computer plays or does not play a role in the teaching process, an non-exhaustive enquiry into the transformation of the craft of composition since the 1970s (!). And I'm writing many people, professors and students alike, in order to get some feedback. (Nota bene: a professor was once a student!)
Would you be able to take a look at the following three questions/ premises and let me have your fi rst reactions/impressions of these matters? They can be in the form of anecdote or in-depth refl ection
Teaching is the only major occupation of man for which we have not yet developed tools that make an average person capable of competence and performance. In teaching we rely on the "naturals," the ones who somehow know how to teach. 4 Peter Ferdinand Drucker (1994) Wolf-URL < http://www.gnagflow.trazom 5 > For as long as I can remember now, I have always marveled at a charming minuscule collection of music that I own and leaf through from time to time entitled Notenbuch für Nannerl Mozart. Its author was Leopold Mozart and he had compiled it at the end of the 18th century for his daughter, Maria Anna, a young and aspiring keyboard player. Consisting of various mini compositions -nota bene I did not say MIDI compositions -mostly by celebrity musicians of the day including Leopold himself, this cahier earned its acclaim later on due to the fact that it was also known to have served as an exercise book for Nannerl's younger brother, Wolferl, up until around 1763. Abbreviated yet structurally coherent minuets, marches, scherzos and allegros written by those now forgotten composers precede a goodly number of "new" mini compositions of the same ilk (essentially Köchel numbers and sub-numbers 1 -5) knocked-off by the little boy genius -like so many effortless sweeps of a broom -during what I presume was a bit of downtime in the course of Punkitititi's 6 fi rst mega tour of Europe between 1763 and 1766.
f e n ê t r e su r c o u r s
The Notenbuch, found in its complete form at the Neue Mozart-Ausgabe Online, 7 also reveals that, from the very beginning of his tutelage, the father taught simultaneously both music theory and composition to his children by way of a given bass line, followed then by melodies to be varied and spun out, all infused with structural modeling, and the study of intervals and so on. In addition to notational quirks such as staccato marks in the form of cute tiny drops, there were other delightful annotations inscribed by the father which appear directly below particularly noteworthy opuscules: "These eight Menuets Wolgangerl learnt at the age of four" and "Wolfgangerl learnt this piece [a Scherzo by Wagenseil] on January 24, 1761, three days before his fi fth year, between 9:00 and 9:30 in the evening" and "Wolfgangerl learnt this Menuet and Trio [of forty bars] in half an hour, at 9:30 in the evening, on January 26, 1761 one day before his fi fth birthday." And there are also the ascriptions "di Wolfgango Mozart d. 14 t Octob. 1763 in Bruxelles" as well as, six weeks into the magical mystery tour, "di Wolfgango Mozart d. 30 t Novb. 1763 à Paris." 8 I often think -when playing at the piano those model compositions however hackneyed they seem, contemplating Wolferl's apparently instantaneous simulation of them, but also visualizing how (I say to myself) such 'replications of nature' point to a future gigantic but I would appreciate precise comments and, if possible, rapid ones -before the end of March thus in about twenty-one days.
Two last things:
• It is not necessary moreover to respond to all three subjects • If you wish that your comments not be attributable to you in my text, would you kindly indicate this to me. 1) the commonplace or clichéd effects already observed in the organization of work that result with the use of musical text/notation processors (Finale, Sibelius, etc.) -through the exploitation of 'copy-paste' and other manipulations … but also in the change of relationship between copyists and publishers (should the case arise) -effects which, as a consequence, act upon compositional styles (due to the restrictions placed on graphic and notational innovation) 2) the commonplace or clichéd effects of sequencer use on the training of composers and their vocations: their relationship with electroacoustics, with notation, with the reality of interpretation-performance/performers, and with various forms of dissemination of their music, etc. 3) the infl uence (real or not) upon composers of the myth of musical research together with the appropriation (or the failure of appropriation or, indeed, its refusal) by certain composers of the latest or most advanced application software (as used, say, at IRCAM or Stanford, etc.), the prestige associated with the mastery of technology, and the capacity of developing one's own patches, etc.
W I Z A R D d e C O N F I G U R AT I O N [nota bene: Le vouvoiement servait aussi le cas échéant.]
Cher/Chère Si tu as un moment, peux-tu m'aider ? Je prépare un article actuellement pour Circuit sur le rapport entre professeur et étudiant(e) de composition où l'ordinateur joue ou ne joue pas un rôle dans l'enseignement, une enquête non exhaustive sur les mutations de l'artisanat des compositeurs depuis les années 70 (!). Et j'écris à plusieurs personnes, professeurs comme élèves, afi n d'avoir un retour d'information. (Nota bene : un professeur était jadis un élève !) metamorphosis that will produce some of the greatest music ever known to man, and then again seeing in my mind's eye those little children in the course of an evening's recreation (re-creation, indeed) amusing themselves in the wintry quiet of an unheated Salt City 9 fl at or, later in a gilt-edged hotel room driving away the blues of an autumnal gloom in Paris pluvieux, whose silence is only broken by the tinkling of an unadorned keyboard -what is it here exactly in this portrait of solitary yet sonorous domesticity that seems to go missing? Electricity, for one thing. Even so I suppose that, despite the chilly surroundings and the candle-lit ambiance, the wizened father warmed things up a bit for his kids before obliging them to go to bed by recounting a mysterious tale or two, let's say, about the "white gold" 10 that since medieval times had assured Salt City's wealth and self-reliance. Now, in structurally transmogrifying that colourful expression -similar to the way he had so magically demonstrated early on in the evening by modeling celebrity minuets, marches and scherzi, etc. -Leopold promptly points to the family's discoloured keyboard with its faded and lowly Tasten of 'white' and 'gold' and sweepingly foretells how, one day soon, those wooden keys may turn into an assured source of wealth if not autonomy for the family -but he doesn't use words quite like those needless to say. It is, he tells his tutees, ein Talisman, 11 ein Glücksbringer -the latter Peux-tu jeter un coup d'oeil sur les trois questions/prémisses suivantes et me faire parvenir tes premières réactions/réfl exions à ces questions ? Elles peuvent être en forme d'anecdotes ou réfl exions approfondies, mais j'apprécierai des commentaires précis et, si possible, rapides -avant la fi n de mars donc dans vingt-et-un jours.
Dernières choses :
• Il n'est pas nécessaire non plus de répondre aux trois sujets.
• Si tu veux que tes commentaires ne te soient pas attribuables dans mon texte, veuille aimablement me l'indiquer. 1/ les effets de la banalisation des traitements de texte (Finale, Sibelius etc.) déjà sur l'organisation du travail -possibilité de « copier-coller » et autres manipulations ... mais aussi la mutation du rapport avec le copiste et l'éditeur (le cas échéant) et en conséquence, sur le style des compositeurs (restriction de l'innovation graphique et notationnelle, etc.) 2/ les effets de la banalisation des séquenceurs sur la formation des compositeurs et de leur vocation : leur relation à l'électroacoustique ; à la notation ; à la réalité d'interpréta-tion et le travail avec des interprètes ; aux formes de diffusion de leur musique, etc. 3/ l'infl uence (réelle ou non) sur les compositeurs du mythe de la recherche musicale, et l'appropriation (ou l'échec de l'appropriation ou, en effet, le refus) par certains compositeurs des logiciels de pointe (du type logiciels ircamiens), le prestige lié à la maîtrise de la technologie, à la capacité à développer ses propres patches, etc.
Exercise Wizard
This section guides you through the process of reading responses, i.e., those 'exercises' of imagination and refl ection undertaken to handle the questions/premises that comprise the Setup Wizard. See EXERCISE WIZARD.
What it does
The Exercise Wizard helps you setup a path for your own reading based on Exercises you choose. The Exercise Wizard includes a large f e n ê t r e su r c o u r s utterance is not to be confused with the father's rival then, C. W. Gluck 12 -at which point, and just as the ancient directives of sorcery advise, he cocks an eye, looks straight away at his unwitting apprentice son, WAM, and whispers: "It will do your bidding !" Even in our day and age, thanks to the social realism imparted to us by ceaseless advertisements and subliminal publicity, passing the time away at night at a keyboard (whatever its variety: Dvorak, azerty, qwerty or MIDI, etc.), seems to certainly set off inside of people's minds, tutors and tutees alike, the very same sequence of delusory fantasies. Le rapport du compositeur face à l'outillage technologique : quel est notre degré d'appropriation de la technologie, notre degré de référence à celle-ci en matière de composition ou, ultimement, nous nous devons de répondre à la nécessité de la mise en jeu d'une idée (de sa matérialisation) ? S'approprier ou référer à l'outillage technologique suppose que celui-ci soit appréhendé comme tel, un moyen à la disposition de la pensée (selon le but visé) et, à un certain degré élevé d'appropriation, un moyen modelé par l'imagination créatrice. Toute appropriation est toutefois affaire d'apprentissage. Après l'éveil à la séduction et les jeux d'apprenti-sorciers [mon emphase], toute investigation réelle et subtile de la technologie se situera, par maturation, bien au-delà de la manipulation (…) Si nous faisons, d'une part, référence aux programmes d'écriture (de copie de type Finale, Sibelius), « traiter » une idée en matière de composition musicale n'est pas de l'ordre du traitement de texte. La composition répond à des impératifs d'un tout autre ordre. L'éventail des possibilités de manipulations tirées des programmes de ces logiciels n'offrent en eux-mêmes, à toute fi n pratique, que des manipulations. On appré-ciera certainement le produit mais pour ce qu'il est réellement, c'est-à-dire un produit. Là est sa valeur, combien utile pour la copie, mais d'une valeur restreinte et restrictive pour la composition proprement dite.
André 
Updaters, Update Now!
There are critical distinctions to be drawn from this tale of tutor and tutee, distinctions that are subject, too, to updating and upgrading. For example, it has often When teaching introductory level composition courses I insist that my students notate their ideas by hand (…) Also, it forces them to hear their ideas with their ear and imagination. That being said, I fi nd it somewhat ironic, frustrating, absurd and amusing when students come to their tutorial sessions with computer-generated scores and they tell me that they will recopy it by hand when they submit the project to me at the end of term. They clearly miss the point of the whole exercise. They obviously want to hear their music and the computer enables them to do so in a truly effortless manner Paul Frehner (b. 1970)
Il est évident que dans certain cas, les logiciels de notation sont mal adaptés, mais ces cas sont plutôt rares. Évidemment, mes collègues compositeurs pourraient être accusés de manque de rigueur, mais ce manque de rigueur me semble aussi à l'image des institutions qui forment ces compositeurs et qui oublient totalement l'enseignement approfondi de ces outils de travail. David Adamcyk (né en 1978)
[L]a tentation est grande de bénir les dieux pour l'invention de la fonction copier-coller (…) Il faut, bien entendu, beaucoup moins de conviction pour copier-coller un passage musical qu'il n'en faut pour le recopier à la main (…) Le réel défi n'est donc pas tant de revenir l'âge pré-informatique, mais plutôt de réadapter notre méthode de travail au monde actuel pour que nous ne perdions rien de la vigilance créatrice que notre métier exige. Autrement dit, un copier-coller bien senti est une très bonne chose, à la limite, bien mieux qu'un laborieux et embêtant travail de recopie automatique et ennuyeux. been noted that anyone, WAM included, manipulating a keyboard or musical instrument is, in reality, manipulating a technology simply by the fact of being situated in front of a technological object 17 whose capabilities are fi xed within historical time: a Stradivarius violin, 18 a Broadwood piano, a Böhm system clarinet, a Yamaha DX-7 synthesizer, and so forth. WAM's fi rst 'toy' was a starter clavichord (that traveled with him too and was utilized for nocturnal effusions). His fi rst 'tool', a harpsichord and, later, his 'machine', a fi ve-octave Walter piano from the mid-1780s onward; an Andreas Stein fortepiano was also of interest to him in the late 1770s especially for its action (escapement mechanism) which he appreciated. In his short life, the composer and keyboardist WAM whizzed through technological changes with assurance and poise. He did so, I believe, because his tutelage had began with a toy-like object, not a tool, and defi nitely not with a machine.
• TOY to TOOL (Paradigm shift)
It goes without saying then that "[t]oys and play in general are an important part of the process of learning about the world and growing up. The young use toys and play to discover their identity, help their bodies grow strong, learn cause and effect, explore relationships, and practice skills they will need as adults. Adults use toys and play to form and strengthen social Des étudiants que j'ai eus depuis que j'enseigne la compo [au niveau collégial], très peu utilisent l'ordi et ceux qui l'utilisent, ne l'utilisent essentiellement que pour retranscrire au propre le travail qu'ils font préalablement à la mitaine. Je crois que je n'ai eu droit qu'une fois ou deux à des simulations MIDI (…) Ce qu'il faut comprendre, c'est qu'à ce niveau, ils n'en sont encore qu'aux premiers balbutiements, et pas plus d'un étudiant sur quatre ou cinq ne possède un logiciel d'écriture.
André Hamel (né en 1955)
La répétition est une opération de base et facile à comprendre. Son importance et sa pertinence sont sans doute relativisées et mises en contexte lors d'un enseignement "classique", mais je suis d'accord qu'on pourrait s'y perdre sans de bonnes (ou simplement d'autres) références. S'il y a une "tendance" à utiliser cette ressource de manière simpliste (et ceci vaut également pour les séquenceurs), c'est à mon avis dû plutôt à une mauvaise orientation, ou à son manque. On voit cependant aussi des autodidactes qui explorent profondément les possibilités de ces outils logiciels : ceux-ci rendent également facile l'exploration de la variété (…) Dans le cas des cours de musicalisation que je donne, je vois clairement la facilité qu'ont les enfants de trouver à la fois les utilisations "cliché" des logiciels qu'ils utilisent (une voix transposée dans l'aigu et accélérée fait toujours rire, et tous feront cet essai spontanément sur un patch de transposition et étire-ment) et celles qui mènent à des questions musicales plus riches (ils voient par exemple que la présence des sons "de fond" change avec la transposition). Guilherme Carvalho (né en 1974)
2) commonplace or clichéd effects of sequencer use on composer training … MACHINE 2/ effets de la banalisation des séquenceurs sur la formation des compositeurs MACHINE
The "old-fashioned" composing paradigm generally consists of sitting at a piano with paper and pencil, sketching some notes, playing them, erasing, revising, playing again, etc. (…) I can imagine this literally hands-on involvement to be benefi cial in some situations and a hindrance in others. Either way, computer play-back has not eliminated the possibility of this "tactile composing," just the necessity for it. However, I think in many cases composers have stopped composing with their hands because they no longer need to. bonds, teach the young, remember and reinforce lessons from their own youth, exercise their minds and bodies, practice skills they may not use every day, and [even] decorate their living spaces. Toys are more than simple amusement, and they and the way they are used profoundly infl uence most aspects of life." 19 To be sure, any tutor-sorcerer would understand this conception of the toy and grasp its implications when dealing with tuteeapprentices. This is normative behaviour. However in our time, things have shifted a bit, or a lot, depending upon where one's point of view lies: that of a tutor or that of a tutee.
No one can deny, for instance, that there have been significant occasions when toys 'morph' into tools, and that many of these shifts have occurred quickly.
20
One need only remember the rapid transfer of e-mail and instant messaging from teenage playthings to essential services in business and industry. As recent as 2004, Duke University (North Carolina) offered its entering undergraduate class of freshmen free Apple iPods. "Yes, it seems that the popular MP3 recorder has been reclassifi ed from toy to tool [my emphasis] by Duke's professors. The university received a $500,000 grant to equip new students with "minicomputers for educational uses."
21 Remember: iPods were introduced to the world as a commercial product only in October 2001.
In Kansas City, "one elementary-school district recently gave all its students PDAs [Personal Digital Assistants], complete with wireless interconnection capability. The reasoning was that the technology would allow teachers to walk among [grade-school] students and wirelessly distribute class assignments, tutorials and other teaching aids. Students are supposed to 'sync' their PDAs nightly to get the latest assignments."
22
What goes on here? Don't tutors tutor any longer? 23 Such pedagogical procedures (akin to 'distant learning') surely give new meaning to the ethical principle of 'at arm's length,' i.e., the distance a person needs to maintain from another in order to avoid offensive or harmful contact, even a crime if one person goes too close to another without consent. "Technology remains a toy when it is used merely because it is attractive and exciting, but its real potential is unexplored. Technology is often introduced into education to attract and excite, without any more than an assumption that it might be useful. But, if applied without deliberative study of its use in context and without evaluation of the technology's impact on this use, 'educational' remains a toy… Indeed, a technology 'toy' can quickly become a tool if it is used for directed
The "Hybrid Sequencer Paradigm" [i.e., integrating MIDI and audio tools] has the effect of blurring the boundaries between the professional and the amateur (knowledge of music -in its traditional sense -is no prerequisite to be able to operate inside this paradigm). On quantitative terms, this entails that a larger number of persons seem to be trying their hands at composing music (…) More and more, I see people who are able to use computer-based word-processing applications, but are not able to write. More and more, I see people who are able to use computer-based music notation software, but are not able to write music.
Osvaldo Budón (b. 1965)
It is not a substitute for listening with an imaginative ear, where you try to accurately hear what the aural result would be if played by real performers. The risk I suppose is that we lose or never develope this skill if we completely depend on the computer (which fails in many places, especially if we don't invest time into building a computer system that provides the fullest capabilities of sound simulation). But as long as there is a good understanding of the areas where the computer falls short, then it can only be helpful -like any other tool. Emily Hall (b. 1978) In the last seven years I have known a number of composers who have ignored their imaginations and musical instincts and instead entirely relied upon sequencers to provide feedback about the sound of their compositions. For example in the last nine years I witnessed and was in a number of unfortunate performance situations where the composer used MIDI sequencers as his or her primary auditory guide and, as a result, had written a type of clichéd and unrealistic music (…) [Nevertheless,] in the last few years I've begun to use the application OpenMusic to construct complex harmonic, rhythmic, and microtonal materials that I would not have been able to previously imagine and, in these instances, have found that MIDI sequencers have been invaluable in helping me judge and achieve musical ideas I would not have been able to previously. Jacob Sudol (b. The politics of musical research, touted as a sine qua non by some, reviled as an infernal machine by others, is by no means different from the politics of traditional compositional craft. How many times have we seen a composer's orchestration held up as a sign of superiority? (…) [F]rom the Enlightenment onwards, the increasingly democratic access to expertise has sometimes led to a counter-reaction from the "expert" who demotes the amateur to the status of an incompetent (…) Of course there is often an economic barrier involved in purchasing [software applications], if one ever does; perhaps for younger composers this is a source of tension, a sense of being a technological have-or have-not, more than being on either side of the research/composition divide. Inouk Demers (b. 1970)
Les logiciels de pointe ne peuvent donner des choses intéressantes que si l'imagination, la folie, le besoin d'expression, la réfl exion sur le résultat, le GOÛT sont mis en jeu. Même en s'en tenant à certains "patches" simples, on peut obtenir des résultats expressivement, poétiquement, intellectuellement riches. Le prestige lié à la maîtrise exploration. In general, a technology becomes a tool when its use it principled and applied for a purpose."
24
For someone of my generation, the personal computer of the 1970s seemed very much like a toy when it fi rst appeared, gawky as it was and unattractive if not ugly. Strange how the PC made a rapid trajectory: from useful toy-to-tool (essentially for word-processing, once called typewriting, 25 as well as accounting aid), to a machine to be junked and, lastly, turning itself into a collector's item. 26 University mainframe mega computers employed for composing music in the '60s and '70s were business/administrative machines with imposing card-punching units, reams of perforated paper all surrounded by mosquito-humming printers. For the then computer music tutor and tutee (I explored the medium a bit as a graduate student at Princeton University), only nocturnal discharges were authorized since diurnal operations were reserved for university priorities, which in those years in America included work for the U.S. Department of Defense. Such "compositional instruments" seemed utterly impersonal to me being neither convivial tool -one says 'friendly' now -nor toy to be played with. 27 • TOOL to MACHINE to MEGAMACHINE Further critical distinctions can be articulated. Consider Lewis Mumford (1895-1990), U.S. philosopher of the history of science and technology, and the contrast made by him during the early 1930s, in the time of Depression: a "tool lends itself to manipulation" (today, 'hands-on') while a "machine lends itself to automatic action." 28 A megamachine, he would write some thirtyfi ve years later in his magnum opus, The Myth of the Machine, comprises what it takes to build the Pyramids, the Roman Empire, to conduct the two World Wars, or to run the Soviet or American military-industrial complex. Such organizations are facilitated by the bringing together of huge quantities of men, creating a "human" machine of immense accuracy. In general, a megamachine acts as a social structure but not one arranged with respect to human requirements. Rather, megamachines revolve around the "needs" of the very machines (computers?) themselves which now typify and manipulate our own lives. 29 In this regard, I cannot help but think of the 'armies' of young scientists who were harnessed to create N.A.S.A in the late 1950s for the exploration of space. Or, today, the 'armies' of young adults (sorcerer's apprentices, to be sure, but actually paid child labourers would not be a misnomer) all creating intrigues, plot outlines, juvenile beeps, ringtones and videogame music for multinational gaming enterprises, such as Ubisoft here in Montreal which operates its own 'university campus' and cultivates academic partners. 30 As always, the sor- Il faut l'avouer : il est certains milieux musicaux, et pas des moins prestigieux, où l'on n'entre pas si l'on n'a pas intégré l'électronique à sa pratique compositionelle. C'est devenu un passage absolument obligé pour faire son chemin dans la plupart des circuits, surtout à mon âge. Le problème, à mon avis, est que ces outils (je pense aux logiciels ircamiens mais aussi à Max/MSP) favorisent insidieusement certaines approches esthétiques au détriment de certaines autres. Or, je ne me retrouve pas dans les approches favorisées, approches qui constituent le "discours dominant" dans la musique contemporaine européenne, et particulièrement en France. Pour moi, utiliser ces logiciels tient toujours d'une sorte d'entreprise de détournement, de pervertissement de leurs fonctions habituelles. Je tiens à le préciser : ce "combat" contre le logiciel est intéressant, il me met face à mes répugnances et à mes limites et m'aide à préciser mon projet artistique au sens large. Nicolas Gilbert (né en 1979)
One advantage of the composer learning to program his or her own patch, using a programming language such as Max/MSP, for instance, is the control one will have over the distinct details of the technical aspects of the piece. Programming is very time consuming, however, and there is a risk of fi nding oneself spending more time on the technical aspects of one's piece than on the music itself. 
Assessment Wizard
What it does
The Assessment Wizard helps you setup a state of mind to be saved for use with your own Assessment mind-set. Although you can save any syntagmatic or paradigmatic view of the Exercise responses (cf. full-text versions), there are several exercise elements that my Assessment feature does not support.
Beginning an assessment file with this wizard ensures you start with a file that is critical of the SETUP WIZARD (WIZARD de CONFIGURATION). Here are two critical assessment files.
Your questions are a bit loaded. Is there any room for a balanced response to them? For example, I fi nd it impossible to respond to a question that blithely refers to "the myth of musical research." Also, it seems a bit strange to be fi shing for criticisms of the use of technology in electroacoustic music, since this genre by defi nition depends on technology for its existence. It is like criticizing the use of the piano in piano concertos. Would you accept responses that cerer-tutor manages to get someone else or something else do his bidding.
In the late '60s, Czech philosopher Radovan Richta and his colleagues also proposed that technology evolves in three stages: tool, machine and automaton. 31 But here, unlike Mumford's framework, their tripartite confi guration 'downsizes' levels: a machine is not just a mechanical tool but it is a powered tool that replaces human physical effort where the operator controls functions as with an automobile, a train, a computer, electrical lighting, etc. Mumford's megamachine becomes a Radovanian machine. The automaton (dare I say robot? a word that owes its origin to the Czech language) is a higher order machine that, by means of automatic algorithms, eliminates or diminishes radically the factor of human control. Examples of such automatons include: digital watches, automatic telephone switches, pacemakers, computer programs, etc.
One cannot help noticing the obvious: in today's 'downsizing' trends, more and more power is applied to the toy, while kids skip the Toy-to-Tool stage in their development, moving directly from Machine-toMegamachine-to-Automaton. And sensibilities, subtleties and refi nements of judgment and imagination that once sprang from the interaction with non-powered toys -those that might have also served as 'tools for convi-viality' 32 -fade away. As I see it, children who play with hyper-powered toys grow up to be adults with defi nitely a binary if not Manichean (moronic, Drucker might have said) outlook on things, especially when it comes to their dealings with other people. It's either yes-or-no, either 'my way or the highway.' 33 
Ours is a brand-new world of allatonceness ['all-at-once'] ….We now live in a global village …. instant communication insures that all factors of the environment and of experience
co-exist in a state of active interplay. 36 Marshall McLuhan (1967) Customize My Sorcerer's Finale "Speculum Speculorum … Sweeping, magical powers loom ever so effortlessly, ever so perilously for the person who, working or playing, sits or stands before a computer screen -the 'mirror of mirrors.' Some of these people are real sorcerers, real wizards, 37 others -hapless children -duped into thinking that they are. Leonardo DaVinci once claimed that lo specchio è il maestro de pittori (the mirror is the master of painters). 38 What he meant however was that one fi rst becomes a painter before one embarks upon the 'do-it-yourself' test of truth which assesses one's replication of nature (i.e., the painting) as furnished by its refl ection in an mirror. This is an act of verifi cation.
The computer screen has made all of us ocularcentric rather than auricularly sensitive, perhaps confi rming the Heraclitian axiom that "the eyes are more exact witnesses than the ears." Be that as it may, when eyes have it over the ears, when vision dominates hearing, then splitting/division/particle-acceleration have it all over gathering/multiplication/unifi cation. Gnagfl ow 
